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Introduction
The topic of Latin American women poets and composers is not commonly taught
in the standard song literature in universities as they are not considered a part of the
Western classical music canon. Instead, male poets and composers of German, Italian,
French, and British descent are the focus in standard song literature. Although many of
these composers have undoubtedly had an impact in music history, the Western classical
music canon has neglected entire ethnic and racial groups. Thus, what is left is a
predominantly-male European music history that lacks the diversity and richness of other
cultures. Considering that we currently live in a globalized world, one cannot help but
wonder why the curriculum in music programs has not changed to include the music and
history of other cultures. This paper aims to focus on the works of Sor Juana Inés de la
Cruz, Julia de Burgos, and Patricia Caicedo. My intention with this project is to explore
their impacts in music and literature as well as introduce a few examples of influential
Latin women writers and composers whose works would be worth studying and
introducing in art song literature.
The selections for this recital were chosen for the portrayal and representation of
Latin American women poets and composers. The women selected for this recital are Sor
Juana Inés de la Cruz, Julia de Burgos, and Patricia Caicedo. Each chapter will include
biographical information on each poet or composer, a textual analysis, and additional
information on the composers who set these women’s texts to music.
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Sor Juana Inés de la Cruz (1648-1695) was one of the greatest poets of colonial
Spanish America during the Baroque era (Scott 1999, 53). Perhaps best remembered for
her passionate writing on women’s intellectual freedom, her works-—both secular and
sacred—reflect her high intellect and remarkable ability to capture human nature and the
relationship between humanity and the Divine. One interesting aspect of Sor Juana’s
writing is that—with the exception of “Response to Sister Philotea de la Cruz”—her
works are never autobiographical in nature. Her religious writings do not incorporate her
own personal experiences or understandings of Christianity. Her secular writings are
analytical of the human psyche and do not appear to reveal her personal sentiments
(Rappaport 2005, 5-42). The song cycle De Toda la Eternidad by Libby Larsen was
chosen for this recital due to the way the poetry and the music capture Sor Juana’s
analytical mind when it comes to the dynamics of human interactions. There is some
debate as to whether these poems are sacred or secular in nature, and while I will be
approaching this cycle from a secular perspective, both arguments will be presented in
the paper (Gentile 2017).
Julia de Burgos (1914-1953) was a Puerto Rican poet who strongly advocated for
her country’s independence and worked as a civil rights activist for women and for AfroCaribbean writers. Throughout her short life, de Burgos supported Puerto Rican
nationalism through her writing and did not hesitate to point out the hypocrisies of class,
race, and gender (Márquez 2007, 218-221). Bernstein’s “A Julia de Burgos” was chosen
specifically as an example of her feminist writing: the poem voices de Burgos’s
frustration with social expectations for women as well as captures her persistent need for
freedom from the unjust (Márquez 2007, 221). Regarding her personal life, de Burgos
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battled with depression and faced many hardships in work and love (Agüeros 1997, 322). Roberto Sierra’s song cycle Julia was chosen for its more personal approach to Julia
de Burgos. The poems in this cycle are reflective of her life experiences and convey the
anguish and depression she felt at different moments in her life. While these poems do
not reflect the themes of nationalism, feminism, or nature so well known in her works, it
felt appropriate to explore pieces more intimate to her personal life.
Patricia Caicedo (b. 1969) is a Colombian musicologist whose work centers
around the research and interpretation of Iberian and Latin American art song. While
most of her work has been focused on the study and performance of these art songs, she
has recently begun composing her own art songs (Caicedo 2021). In contrast to the other
song cycles in this recital, Caicedo’s compositions from her book Canciones Artísticas de
Compositoras Ibéricas y Latinoamericanas demonstrate the elements of Colombian folk
music in classical art song. Two of the four songs in this set include texts written by the
composer herself (Caicedo 2021).

The Enigmatic Poet
Sor Juana Inés de la Cruz

Sor Juana Inés de la Cruz (née Juana Ramírez de Asbaje, 1648-1695, was born in
1648 in Nepantla, Mexico. She was the illegitimate daughter of Isabel Ramírez, a criolla,
and Pedro Manuel de Asbaje, a colonial Spanish officer, thus making her of pure Spanish
blood and placing her amongst the elite of New Spain (Rappaport 2005, 7). Although she
had been born out of wedlock, illegitimacy had been relatively common during this era,
even amongst the upper-class members of society (Scott 1999, 53).
From a young age, Juana Ramírez had a thirst for knowledge that would remain
with her for the rest of her life. As a young woman, she had a limited education and
would become mainly self-taught. While living with a wealthy aunt in Mexico City, she
read through the books in her grandfather’s library and began writing poetry at age eight
(Scott 1999, 54). In a letter she had written to her mother, Juana Ramírez begged her to
allow her to dress as a boy and attend a university in Mexico City; however, her mother
denied this request. At the time, Mexico City was a cultural center and the capital to the
Viceroyalty of New Spain. Once word of her intelligence and poetic genius got out, the
viceroy and his wife, the Marquis of Mancera and Leonor Carrreto, sought her out. They
were so taken with Juana that she was appointed as one of the vicereine’s ladies-inwaiting, which placed her in the center of court life (Scott 1999, 53-54).
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At age eighteen, Juana Ramírez was faced with the decision to either marry or to
go to one of over twenty convents in the Mexico City (Paz 1990, 165-167). Her passion
for her intellectual life led her to the decision to choose a convent over marriage. She
knew well that a convent would be able to offer her more control over her personal life,
and the Church encouraged studies and writing so long as it was in the service of God
(Rappaport 2005, 2-3). Juana Ramírez initially chose the order of the Barefoot
Carmelites, but later transferred to the more lenient Convent of Saint Paula of the
Hieronymite order, which also happened to be the most prestigious convent in Mexico.
This convent offered luxurious quarters, fine clothes, servants and slaves to tend to the
needs of the nuns, and they were allowed to receive visitors (Paz 1990, 173-179).
It was through these visitations that viceroys were able to meet with Sor Juana
and request poetry from her, which explains why a third of her works are secular in
nature. Although she often wrote works for the court, most of her works were religious
and ranged anywhere from prayers and villancicos to religious dramas (Scott 1999, 5556). From 1680-1688, Sor Juana was under the patronage of the Marquis of la Laguna
and Countess María Luisa, who were of the highest Spanish nobility. She and María
Luisa became close—and possibly more than friends—during this period (Scott 1999,
56). Although the nature of the relationship between the two is unclear, María Luisa
played a crucial role in Sor Juana’s life: before her departure to Spain, she asked Sor
Juana to give her copies of as many works she could gather and had them published in
1689 as a collection titled Inundación castálida (Castalian Flood) (Scott 1999, 56-57).
Unfortunately, after the departure of the viceroys, Sor Juana’s privileged position
began to collapse. In 1691, the bishop of Puebla, Manuel Fernández de Santa Cruz,

6
published Sor Juana’s critique of a sermon by Jesuit Antonio de Vieyra titled “Carta
antenagórica” (A Letter Worthy of Athena). After doing so, he wrote her a letter under
the name Sister Philotea in which he admonished her and reminded her that her
intelligence, which was a gift from God, should be used in His service rather than on
secular studies. Otherwise, she would be risking eternal damnation (Scott 1999, 57-58).
Sor Juana responded to the bishop in a letter known as “Respuesta a Sor Filotea de la
Cruz” (Reply to Sister Philotea), which would become one of the most famous
documents of the seventeenth century. The letter is not only a defense of herself, but also
a passionate cry for women’s intellectual freedom. In it, she justifies her secular studies
in subjects such as science and human arts as necessary in the understanding of theology.
She also defends the education of women in general, citing biblical and modern
examples. The church, however, did not agree with her (Rappaport 2005, 2-3).
In the following years, members of the church would step up their campaigns
against Sor Juana to have her focus solely on religious studies. Two years before her
death, Sor Juana succumbed to these demands. She underwent a radical change in
behavior in which she stopped all her intellectual activities and instead spent long hours
in prayer (Scott 1999, 58). She renewed her vows of profession and sold her private
library, which she had amassed in lieu of payments for her works for the court. She
passed away in 1695 from an epidemic of some highly contagious disease that had
appeared in the city, and she was buried in the chapel of the convent she attended (Scott
1999, 59).
Sor Juana’s works have earned her the title as of one of the greatest poets of
colonial Spanish America during the Baroque era. Ranging anywhere from secular poetry
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to religious prayers and dramas, her works reflect her high intellect and remarkable
ability to capture human nature and the relationship between humanity and the Divine.
Sor Juana’s “Response to Sister Philotea” is the only work with autobiographical
information about the poet; however, it is interesting to note that even in this letter, Sor
Juana never applies her own personal experiences or understandings of Christianity
(Rappaport 2005, 2-3). Throughout the rest of her works, she never appears to reveal any
more personal information or any personal sentiments. Instead, Sor Juana presents herself
as a keen observer to the world around her. Her writings reveal how she was shaped by
the social and religious structures in her life, as well as by her understanding of history
(Rappaport 2005, 2-4).
Regarding literary genres, Sor Juana’s literary works are wide in range and
include poetry, dramas, devotionals, and essays in theology. This variety of genres
appears to reflect her orientation to larger social, historical, and ethical questions, which
was fitting as she was very much aware of the social and political atmospheres
surrounding her (Rappaport 2005, 3-4). Her writing style played with puns, double
entendres, and complex syntax and imagery. She would often derive from classical
mythology and enjoyed writing in all the poetic forms in use during her time (Scott 1999,
56).
The main body of her work was religious in nature. Of these, approximately
twelve sets of eight or more hymns for religious feasts comprise half of her religious
poetry. She also wrote several villancicos to which the music has been lost; however, the
identities of some of the composers to these songs is thought to be known (Rappaport
2005, 12-15). Her religious dramas, called auto sacramentales, were primarily intended
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for the feast of Corpus Christi. These dramas all explore the doctrine of the Eucharist
from complementary perspectives. Her devotional works and theological essays, although
nuanced and thoughtful, do not incorporate her own personal experiences or
understandings of Christianity (Rappaport 2005, 15-24). Her secular writings make up
about a third of her output and were oftentimes commissioned by the court. Many of her
poems are written as cycles on the nature of love and flirtation, which were popular
within court circles. Although she would interrogate the passionate world of unreason,
her secular writings are analytical of the human psyche and do not appear to reveal her
personal sentiments (Rappaport 2005, 12-15).
De Toda la Eternidad (Of All Eternity), composed by Libby Larsen, is a song
cycle on the texts of Sor Juana Inés de la Cruz. This work was commissioned by Dr.
Bonnie Pomfret, a former professor at Emory University, and her recording of the cycle
was released in 2005. The cycle consists of five songs written for soprano and piano and
uses two sacred poems and three secular poems by Sor Juana. Larsen composed another
version of the song cycle in 2005 for wind ensemble and solo voice.
Larsen’s presents the poems as full of sensual love and devotion that is defined by
both love and despair. Although she makes it clear that she wants the listener to come to
their own interpretations of the cycle, she provides a series of thought-provoking
questions to keep in mind while listening through the songs:
Is she directing her words to the mortal or immortal? Do her choices of
feminine and masculine nouns have meaning beyond the mystical
contemplation of a unified supreme being? Are her “genderizations”
specific or is she addressing the Unity through the pronoun system of
Spanish? (Larsen 2021)
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In the end, Larsen’s description of her cycle focuses on the poems and their
meaning. Larsen presents the cycle as a story in which the lover is suspended in a single
moment in eternity: in this moment, the lover imagines how their affair will play out from
beginning to end before the affair ever really begins. Sor Juana’s clever writing style
demonstrates the use of an oxymoron in which the entire cycle is set in a moment hung in
eternity (Larsen 2021).
The first song, “Un instante me escuchen” (Listen to me this moment), is slow in
tempo and sets the scene for the rest of the song cycle. The piano begins with a series of
widely-spaced intervals that span over an octave. A bell-like tone is played in a high
register in the right hand, thus preparing for the voice to enter (Example 1.1). Throughout
the rest of the song, the piano slowly pulses along and provides a light, floating chordal
texture for the voice, which is mostly stepwise with a few larger leaps saved for more
important moments in the text (Carman 2013, 121). Altogether, the song captures the
sensation of it being suspended in time (Larsen 2021).
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Example 1.1. Larsen’s “Un instante me escuchen” mm. 1-6 (Larsen 2005, 1-2)

By contrast, the second song “¡Afuera, afuera, afuera!” (Come out!) provides the
sensation that time is anxiously running ahead of itself (Larsen 2021). The piano moves
rapidly in descending thirty-second note scales, which then shift into quickly rising
arpeggiations in both hands. The voice enters with a repeating text of “afuera” and
“aparta” (outside and aside), sung in fanfare-like octave leaps as seen in Example 1.2
(Carman 2013, 121). This pattern is interspersed with more fluid lines through the rest of
the song, portraying a sense of “fierce passion” and ecstasy.
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Example 1.2. Larsen’s “¡Afuera, afuera, afuera!” mm. 3-5 (Larsen 2005, 4)

“Tersa frente, oro el cabello” (Smooth brow and golden hair) is a song whose text
describes the features of a beautiful woman. Much like the first song of the cycle, the
music slowly pulses forward as the lover contemplates the object of their affection. Once
again, the song has an atmosphere of being suspended in time (Larsen 2021). The piano
helps create this sensation by using slow, syncopated chords. Meanwhile, the text is set to
slowly-descending phrases (Example 1.3). From time to time, an occasional
embellishment from the piano accompaniment can be heard (Carman 2013, 121).

Example 1.3. Larsen’s “Tersa frente, oro el cabello” mm. 4-7 (Larsen 2005, 10)

This particular poem provides an opportunity to briefly discuss its potential
inspiration. As previously mentioned, María Luisa was both the countess who was
responsible for the publication of Sor Juana’s works and a close friend to Sor Juana. The
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nature of their relationship has been somewhat ambiguous, and it has been suspected that
perhaps the two had a much more intimate relationship than what would have been
acceptable during the seventeenth century. This poem, along with a number of other
poems, speak to the beauty of Countess María Luisa and are often interpreted as an
indicating a sexual attraction or even an explicit sexual relationship between the two
women (Rappaport 2005, 10-11). However, it is important to take into consideration the
types of relationships that were expected between an artist and their patron. While the
publication of Sor Juana’s works in Inundación castálida can be interpreted as a tribute in
good faith to the poet, it may also be interpreted as a tribute from Sor Juana to María
Luisa and her husband (Rappaport 2005, 10-11). Although many of the works published
through María Luisa contain expressions of their friendship, the publication as a whole
consists of works for festivities for her family and for other members of the viceregal
court. Thus, there is a debate over whether poems such as this one are written about
María Luisa or written to honor or flatter the countess (Rappaport 2005, 10-11).
Returning now to the cycle De toda la eternidad, the fourth song is the most
metric of all the songs in the cycle. “Esta Tarde” (This Evening) is set in “a vague, dark
tango,” which serves as a metaphor for the relationship between the lover and their
beloved. Perhaps the most human out of all the texts, this song conveys a strong sense of
urgency (Larsen 2021). The octave leaps that had previously been heard in “¡Afuera!”
(Example 1.2) appear in the piano accompaniment seen in Example 1.4. While previously
these leaps had conveyed a feeling of ecstasy, they now convey a sense of pain. Tango
rhythms are applied to the vocal line and the phrases repetitive nature imply that the lover
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is pleading (Carman 2013, 121). The song ends on a dramatic crescendo, thus setting up
the scene for the next and final song.

Example 1.4. Larsen’s “Esta Tarde” mm. 30-32 (Larsen 2005, 17-18)

In “Diuturna enfermedad de la esperanza” (Oh malady of Hope), Larsen once
again returns to the sensation of being suspended in time, which is fitting considering that
duiturna may be best translated as “a state of being which feels like eternity but is not”
(Larsen 2021). Throughout the song, the piano moves at a slow pace, mixing minor sixths
in the right hand with an ostinato rhythmic pattern in the left hand. The text is set to a
series of repetitive descending phrases. As the song progresses, the octave leap motif
heard in “¡Afuera!” (Example 1.2) is heard repeatedly in the voice, conveying a feeling of
pain and desperation (Carman 2013, 122). The song closes with a short series of floating
suspensions in which there is a complete release of tension (Larsen 2021).
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Example 1.5. Larsen’s “Diuturna enfermedad de la esperanza” mm. 28-31 (Larsen 2005,
23)

As previously mentioned, the composer made clear in her program that it was up
to the listener to come to their own conclusions regarding the interpretation of the song
cycle. However, it is debated as to whether the set is a secular or religious interpretation.
Larsen’s intention with this cycle was to present a story in which the lover perceives the
entire relationship between themselves and their beloved from beginning to end within a
single moment in time that is suspended in eternity (Larsen 2021).
A different interpretation is that the song cycle is a representation of Sor Juana’s
life: the poems carry the listener through her intense religious devotion, her young
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naivety, her perspectives on love and sisterhood, and frustration and later resignation and
submission to the Church’s demands. Sor Juana’s ultimate disillusionment with the
church and sudden submission to their demands to abandon secular studies and writing in
the final years of her life may have been captured in the poem chosen for the final song,
“Diuturna enfermedad de la Esperanza” (Gentile 2017, 33-34). While this does not
appear to have been Larsen’s aim with her song cycle, this interpretation provides a new
and interesting perspective on the cycle. This interpretation does capture the arch of Sor
Juana’s life, which was heavily shaped by the social and religious institutions
surrounding her. Although the convent encouraged their nuns to study and allowed for
Sor Juana to write for the court during her stay, they grew more and more disapproving
of her secular works, as they felt this was not how her gift should be used. This religious
arc in her life appears reflected in these poems and is certainly important to keep in mind
in the performance of this cycle as it provides a deeper understanding in the interpretation
of these poems.

The Cultural Icon
Julia de Burgos

Julia de Burgos (née Julia Constanza Burgos García, 1914-1953) was born in
1914 in a little barrio in Santa Cruz, Puerto Rico. She was the daughter of Paula García
de Burgos, a stay-at-home spouse, and Francisco Burgos Hans, a farmer. From an early
age, Burgos became familiar with struggle, hardships, and death. She was the oldest of
thirteen children; however, six of her younger siblings died due to malnutrition (Agüeros
1997, v-ix). The family had little money but worked hard to make ends meet. Her mother
would take the vegetables and flowers from their garden and sell or exchange them in the
town. Her father is suspected as having been a heavy drinker (Agüeros 1997, vii-xi).
Despite these challenges, Burgos persevered and with some financial sacrifices from her
family and scholarships, attended the University of Puerto Rico High School. Afterward,
she continued her studies at the University of Puerto Rico, where she graduated in 1933
with a teaching certification (Márquez 2007, 219).
For the next several years, Burgos would work a series of jobs as an elementary
school teacher, a writer, and an activist. As a teacher, she most enjoyed working in the
rural towns of Naranjito and Comerío, likely because they reminded her of the hilly
countryside that she was so familiar with as a child. She would also work in San Juan, the
capital city of Puerto Rico, which was near the two towns. In 1943, she married her first
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husband, Rubén Rodriguez Beauchamp, who may have been either a radio announcer or
journalist (Agüeros 1997, xiii-xv). Unfortunately, this marriage lasted only three years. It
was during this period that Burgos began to have her verses published in newspapers,
magazines, and journals (Márquez 2007, 219). Several of these poems were signed as
Julia Burgos, but later they are signed as Julia Burgos de Rodríguez, indicating that she
was married. It was not until 1937—the year of her divorce—that she began signing her
poems as Julia de Burgos, which was a defiant announcement as she was declaring that
she would henceforth be of herself (Agüeros 1997, xv).
Also, during this period, de Burgos would be involved with the pro-independence
politics of Albizu Campos’s Nationalist Party. To summarize, Puerto Rico, which had
been under Spanish colonial rule for centuries, was ceded to the United Stated during the
Spanish-American War. Once the Treaty of Paris was signed in 1898, the island officially
became a U.S. territory (Ayala and Bernabe 2007). However, it was not until 1917 that
the island’s people became U.S. citizens. Despite opposition from Puerto Rico’s elected
officials, citizenship had been imposed to ensure that Puerto Rican men could be drafted
into the U.S. Army during World War I. This event caused an uproar that fed into
feelings for independence amongst Puerto Ricans (Agüeros 1997, vii). In 1936, de
Burgos was asked to deliver a speech—titled “La mujer ante el dolor de la patria,”
(Women Facing the Pain of the Nation)—to Puerto Rican women, rallying them to the
cause of independence (Agüeros 1997, xxi). It is here that an important clarification
should be made regarding some myths about her roles in the party. Although de Burgos
was a member of the Nationalist Party and her poetry reveals that she is certainly
interested in social issues, she had no official standing. De Burgos was also a member of
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a committee that had formed to free several Puerto Rican prisoners who can been
convicted of a conspiracy to rebel against the authority of the state. She would send a
telegram and even meet with U.S. Senator William H. King (D. Utah) asking for their
freedom (Agüeros 1997, xxi).
In November of 1937, not long after her divorce, de Burgos began a love affair
with Luis Lloréns Torres, who was a poet, lawyer, brother to a Puerto Rican politician,
and a politician himself. It was through this relationship that de Burgos’s works would
become published and popular. (Agüeros 1997, xxxi). Lloréns Torres was an important
figure in Puerto Rican politics and poetry. He served in the of the House of
Representatives of Puerto Rico from 1908 to 1910 as a member of the Federalist Party,
which advocated for the island’s independence. In 1913, he founded the journal Revista
de las Antillas, which was an important outlet for modernist writing. While he initially
embraced Puerto Rican modernism, his style transitioned to reflect his political views and
focused on nationalism and national identity. Today, he is considered the poet laureate of
Puerto Rico (Rothe 2005, 337). While they were together, Lloréns Torres would
introduce de Burgos to Jorge Font Saldaña, who was the editor of two prominent
magazines titled El Mundo and Puerto Rico Ilustrado. He would also pay for the
publication of her first self-published book, Poema en veinte surcos (Poem in Twenty
Furrows) (Agüeros 1997, xxxi). This book, which was released in December of 1938,
would explore issues such as Puerto Rico’s colonial past, the legacy of slavery, and
American imperialism (Garcia 2018).
In April of 1938, de Burgos would first meet Dr. Juan Isidro Jimenes Grullón at a
lecture held at the University of Puerto Rico, where she gave him a copy of her book.
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Later from 1940 to 1942, the two would have a relationship together. Despite the title of
doctor, Jimenes Grullón never took his medical boards and never practiced medicine. He
had little in the way of income, selling drugs to pharmacists for money and likely
receiving some money from his well-off Dominican family (Agüeros 1997, xxxi-xxxiii).
While they were together, de Burgos published her second book Canción de la vida
sencilla (Song of the Simple Life), to which Jimenes Grullón said “they were poems [of
love] written practically at my side for me” (Agüeros 1997, xxxi). While many believe
that this love would be the source of some de Burgos’s best love-inspired poems and the
reason for her alcoholism later in life, the depiction of Dr. Jimenes Grullón as being the
“single great destructive love” in her life is only a myth. De Burgos had several romances
before and after Jimenes Grullón with her poetry as evidence (Agüeros 1997, xxix). Their
relationship ended in June of 1942 after his family prohibited their marriage and possibly
threatened to cut their son off financially if he disobeyed. His family thought de Burgos
was untraditional and nonconformist. De Burgos left Cuba for New York, where she
would mostly remain for the rest of her life (Márquez 2007, 220).
Upon arriving to New York, de Burgos fell into a hard life. She often worked
beneath her abilities and was often unemployed. By the summer of 1943, de Burgos was
writing almost weekly for Pueblos Hispanos, which was a New York-based newspaper
written in Spanish. In the following year, she would enter her second marriage to a man
named Armando Marín, who was a musician and accountant (Agüeros 1997, xxxiii). For
a brief time, they moved to Washington DC, but returned to New York by 1946. After
their eventual divorce, she would briefly see a different Armando, Armando Rivera
Quiñones, in the late 1940s. In the last years of her life, de Burgos would frequently be
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taken care of by Olivo Muñoz Arce, a close “friend,” and his daughter (Agüeros 1997,
xxxiii).
The final years of de Burgos’s life were anguished, troubled, and tormented. She
had difficulty finding jobs in her profession and would take on various menial jobs. As
the years passed, she found herself drifting into obscurity, and felt alienated as a migrant
by what she described as an unwelcoming, harsh environment in New York City
(Márquez 2007, 220). Unfortunately, the poems that she wrote during this period would
not be known until after her death. De Burgos struggled with depression during this time
as well, turning to alcoholism and developing cirrhosis and a respiratory disease as a
result. She was constantly coming in and out of hospitals due to these chronic health
issues (Garcia 2018). On the morning of July 5, 1953, de Burgos was found unconscious
on the streets of Spanish Harlem with no identification and pronounced dead later that
day in the Harlem Hospital. She was buried in the city’s potter’s field anonymously until
her family and friends located her months later. Her remains were then transferred to
Puerto Rico, where she was declared a national hero for her poetry and political activism
and buried in cemetery in Carolina with a monument marking her place (Márquez 2007,
220).
De Burgos published three books during her lifetime: Poemas exactos a mí misma
(Poems Exactly as Myself) was published in 1937 and had a limited distribution
(Márquez 2007, 219). It was followed by Poema en viente surcos (Poem in Twenty
Furrows) in 1938, which was published with the help of her then significant other, Luis
Lloréns Torres. Finally, Canción de la vida sencilla (Song of the Simple Life) was
published in 1939 (Agüeros 1997, xxxi). While in Cuba from 1940 to 1942, de Burgos
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also wrote another collection titled El mar y tú (The Sea and You), which she sent to her
sister, Consuelo Burgos, in Puerto Rico; however, it was not published until after her
death in 1954 (Agüeros 1997, xxxvii). These collections make up the core of her work as
a poet; however, it should be noted that de Burgos also wrote an unknown number of
poems that were published in magazines and journals over the years. Agüeros’s
publication of Song of the Simple Truth brought to light many of de Burgos’s “lost”
poems and poems that had previously been inaccessible to the public (Márquez 2007,
220).
Concerning de Burgos’s writing style, her poetry may be best described as lyrical
and focuses on one of three themes: love, the beauty of Puerto Rico, and social problems
of oppressed groups. She had a series of romances throughout her life. Although she is
often perceived as a woman wounded by love due to her multiple failed relationships, one
could debate that de Burgos was the one breaking hearts (Agüeros 1997, xxix). Either
way, her relationships and romance are immortalized through her poetry. De Burgos also
wrote about the beauty of her home island, creating powerful evocations from her
childhood. Her poem “Río Grande de Loíza” (Big River of Loíza) is her best-known
poem under this theme (Márquez 2007, 221). Her appreciation for the natural beauty that
surrounded her may be attributed to her father, who would take her with him to wander
the countryside (Agüeros 1997, ix). When she wrote poems about social problems of
oppressed groups, de Burgos was described by friends and colleagues as a woman whose
language was straightforward and interested in social problems (Agüeros 1997, xxvii). As
mentioned, de Burgos was a member of the Nationalist Party, and her verses spoke to
nationalist persuasion. De Burgos was described as a daring, independent woman, and the
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poetry in which she addressed the pretentious hypocrisies of class, race, and bigotries of
men certainly captured that spirit. It is this form of writing that anticipated the writing of
future feminist authors (Márquez 2007, 221).
Julia, composed by Roberto Sierra, is a song cycle on the texts of the poet Julia de
Burgos. This work was commissioned by Dr. Dennis Alicea Rodríguez, chancellor of the
Universidad del Turabo in Puerto Rico, and dedicated for Ms. Ilca López. The cycle,
which was composed in 2014, consists of six songs written for solo voice and piano and
uses poems on the themes of love, intimacy, and depression by de Burgos. The song
cycle is available for both high and medium voice types.
Sierra’s Julia presents an intimate depiction of the Puerto Rican poet. The poetry,
which centers around themes of love and depression, is honest and vulnerable, revealing
some of de Burgos’s innermost thoughts and feelings. In his song cycle, Sierra creates a
journey in which the focal center is constantly shifting both inside and outside of
consciousness. Regarding the overall musical style, the vocal line moves between
declamation and lyricism while the piano accompaniment is impressionist, creating a
dreamlike atmosphere “in which the daydream acquires reality and reality blurs into
daydream” (Garvayo 2019).
The first song, “Amante” (Lover), is about love. Set to a slow tempo, the piano
provides sparse accompaniment while the vocal line softly pulses forward. This
establishes a dreamlike quality and is furthered by the addition of quiet yet rapidly
moving eighth and sixteenth notes in the right hand, which depict “una flauta en la
lontananza” (a flute in the distance) (Example 2.1). The following stanza, however, shifts
in style to match the climax of the text. Both the voice and piano move in triplets, giving
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the sensation that the tempo has quickened despite remaining the same. The song closes
with a return to the dreamlike state found in the beginning.

Example 2.1. Sierra’s “Amante” mm. 22-29 (Sierra 2015, 1-2)

l.h.

“Oh pájaro de amor” (Oh Bird of Love) continues with the subject of love;
however, the poet finds herself contemplating its role in her life. Sierra cleverly sets the
piano accompaniment to a series of rapid sixteenth-note arpeggiations, which appear to
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imitate the fluttering of a bird’s wings. This pattern continues for the entirety of the song,
slowing only once upon the poet’s shift in thought and coming to a complete stop when
the poet asks “Why, without your flutter, I am swaying with sobs?” (Example 2.2)
Notably, this portion of the text is sung in a speech-like manner, further emphasizing the
shift in thought.

Example 2.2. Sierra’s “Oh pájaro de amor” mm. 64-72 (Sierra 2015, 7-8)

In “Momentos” (Moments), the atmosphere is distinctly somber as the poet
conveys her feelings of depression. Throughout the song, the piano moves at a slow
tempo, using dotted half notes in the left hand while the right hand plays a series of
descending eighth notes. The text is set to a series of descending phrases, rising only in
moments of desperation (Example 2.3). The song closes with a decrease in tempo as the
poet questions what everything was for if she is just to remain the same as she has always
been.
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Example 2.3 Sierra’s “Momentos” mm. 41-47 (Sierra 2015, 11-12)

“Interrogaciones” (Questions) continues with this theme as the poet asks herself:
What are you laughing at? What are you crying about? What do you forget? What do you
despise? While these questions can be understood as those we ask ourselves every day,
the poet contemplates these questions on a deeper level regarding herself and the world
around her. The piano accompaniment is rapid when conveying the spite in the questions
asked and still when the poet answers. Upon the final question “What’s left of the present
for me?” the answers are quickly given in succession with a sensation of desperation
(Example 2.4).
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Example 2.4. Sierra’s “Interrogaciones” mm. 44-46 (Sierra 2015, 15)

By contrast, “Cantar marinero” (Sailor Song), uses the sea as a metaphorized
landscape. De Burgos uses objects such as the port, sails, and boats to envision her place
of origin, Puerto Rico (Jimenez 2017). The piano accompaniment is steady, using tied
dotted half notes in the left hand and rocking eighth notes in the right hand to depict the
waves of the sea (Example 2.5). The vocal line is for the most part, stepwise. The song
slowly and quietly fades away with the desire of the poet to return to the distant port.

Example 2.5. Sierra’s “Cantar marinero” mm. 3-10 (Sierra 2015, 16)
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The final song, “Canción hacia adentro” (Inward Song), returns to the theme of
love, in which the poet emphasizes feeling over remembering. The line “Don’t remember
me, feel me” is exclaimed three times in the song, each time different from the last. In its
first declamation, the piano provides a series of quarter notes that shift into a flurry of
arpeggiated sixteenth notes in the right hand. Halfway through the song, the line is
restated with more intensity while the piano provides a series of descending eighth notes.
The final time the phrase appears, “Don’t remember me” is stated quietly and painfully,
with sparse chordal accompaniment underneath, while “feel me” is forte with another
flurry of sixteenth notes appearing (Example 2.6). The song fades away with sparse
accompaniment, like a distant memory.
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Example 2.6. Sierra’s “Canción hacia adentro” mm. 1-7, mm. 47-52, and mm. 74-79
(Sierra 2015, 21-24)

Leonard Bernstein chose a distinct set of poems for his song cycle Songfest. Sierra
chose poems on love and depression; Bernstein chose to explore her feminist side. This
cycle, originally commissioned for a celebration of the American Bicentennial Year
(1976), drew a picture of America’s artistic past. Bernstein selected the texts of thirteen
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different poets to represent the nation’s history. The subject matter of these poems dealt
with the American experience as it related to their creativity, love lives, or minority
problems within society (Gottlieb 1977).
Bernstein selected “A Julia de Burgos” (To Julia de Burgos) to represent minority
problems within society in Songfest. In this poem, de Burgos expresses her frustration
with the social expectations of femininity and presents a need for freedom from the unjust
(Márquez 2007, 221). De Burgos presents herself in two contrasting lights: as the wife
who is submissive to her husband and as the poet whose power is independent and runs
towards “God’s justice.” For Bernstein, this text was a perfect example of heroic
liberation (Laird 2020, 218).
The song “A Julia de Burgos” (To Julia de Burgos), the third song in the set, is
composed for solo soprano. In the piano accompaniment, Bernstein employs a series of
shifting groups of two and three eighth notes in changing meters. This pattern also
appears from time to time in the vocal line. Regarding the text setting, the composer uses
heavy accents throughout the song to reflect the passionate text, creating a sensation of
anger from the poet (Laird 2020, 219). Frequent ostinatos in the bass also appear
throughout the song. At one point in the poem, de Burgos compares herself to Rocinante
(Don Quixote’s horse) as she runs towards God’s justice (Example 2.7).
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Example 2.7. Bernstein’s “A Julia de Burgos” mm. 147-165 (Bernstein 1977, 20-21)
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At this point, the voice soars in the high register while dissonances are played in
the accompaniment. The song races to the end, with either a high C or G sustained for the
final four measures (Laird 2020, 219). It should be noted that Bernstein only uses the first
nine of de Burgos’s thirteen stanzas in this poem. This may be attributed to the length of
the poem itself, but it may also be that Bernstein wanted a more dramatic ending, thus
choosing to end the song precisely when the poet is running towards God’s justice. Either
way, Bernstein managed to capture the essence of the poem for his Songfest cycle.

The Artist-Scholar
Patricia Caicedo

Patricia Caicedo was born in 1969 in Ibagué, Colombia, a city in western
Colombia known for its musical heritage. From a young age, Dr. Caicedo was involved
in music. At the age of five, she started studying piano and music theory at the
Conservatory of Tolima with her father. In her early teenage years, she began singing and
composing Latin American folk songs thanks to the encouragement of a teacher at her
school (Caicedo 2019). While at home she was surrounded by the classical music of the
Western canon, Dr. Caicedo also found herself surrounded by Colombian folk music
outside her home, such as bambucos, pasillos, and torbellinos, as well as Argentinian
music, like zambas, chacareras, and tango. In addition to folk music, she also found
herself singing Latin American popular music, including boleros and trovas (Caicedo
2013). Throughout her teenage years, she would participate in her school’s choir,
sometimes singing solos and representing them at competitions. For Dr. Caicedo, singing
would be a key element in her development (Caicedo 2013).
At age sixteen, Dr. Caicedo finished high school and started studying medicine at
the Escuela Colombiana de Medicina in Bogotá. While there, she participated in the
university’s choir as an avocation. Over the course of the years, Dr. Caicedo found that
with medicine, there was not much time left over for music. Upon finishing the Medical
Doctor’s degree at age twenty-three, she decided to return to the Conservatory to study
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voice (Caicedo 2013). While this decision was initially made with the intention of
pursuing vocal studies as an avocation, music became a greater part of her life. A few
years later, Dr. Caicedo would move to Barcelona, Spain to create a new life for herself
and continue her voice studies (Caicedo 2019).
While at the Conservatory of Tolima, Dr. Caicedo noticed that her vocal studies
were centered around German, French, and Italian art song. She found herself constantly
wondering why Latin American music was not also a part of the curriculum. During her
studies, she would negotiate between the worlds of the Western classical music canon
and the Latin American music she had grown up with (Caicedo 2019). Her voice teacher
Rocío Ríos, who felt that it would be good to sing music in one’s native language,
eventually introduced her to the music of Alberto Ginastera (1916-1983), an Argentinian
composer. For Dr. Caicedo, this Latin American art song finally brought together the two
worlds that she been negotiating prior. This was the type of music she wanted to sing;
however, she soon realized that it was difficult to find Latin American art song repertoire
(Caicedo 2019). At this point in time, most Latin American art song had only been
published at the beginning of the twentieth century. From then on, Dr. Caicedo would
become “a detective,” constantly in search of this music to expand upon the repertoire
(Caicedo 2019).
The repertoire that Dr. Caicedo was looking for was the Latin American art song,
including songs in Spanish, Portuguese, and in indigenous languages like Quechua and
Nahuatl. Over time, she would expand her search to include songs from the Iberian
Peninsula, especially Catalunya, and the Mediterranean. Currently, this repertoire ranges
in songs from the mid-nineteenth century to the present time (Caicedo 2021).
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In 2001, Dr. Caicedo recorded her first CD, “Lied-Art Songs of Latin America”
which contained a mix of art songs by twentieth century Latin American composers such
Alberto Ginastera, Rafael Guastavino, and Jaime León (Caicedo 2001). Around this time,
Dr. Caicedo identified something she refers to as a “vicious circle” that kept hidden the
Latin American and Iberian art songs, in which a lack of interest and appreciation of the
music led to lack of its publication (Caicedo 2013). If there is no access to the sheet
music, then there is no knowledge of the music and no one to learn and perform it
(Caicedo 2013). Since then, Dr. Caicedo has committed her life to the research of this
music, and its composers and poets with the goal of publishing the compositions and
make it available to other singers (Caicedo 2021).
Over the course of several years, Dr. Caicedo worked hard on her publication, La
canción artística en América Latina: antología crítica y guía interpretativa para
cantantes (The Latin American Art Song: A Critical Anthology and Interpretive Guide
for Singers). This book contains songs from over ten different countries. Her intention
was not just to provide the sheet music that she had found, but to contextual the songs
and composers, as well as provide translations and the IPA for singers to understand the
text (Caicedo 2013). It was intended to offer a simple approach to learning the music for
performers. The book proved to be an important milestone for Dr. Caicedo. Afterwards,
other scholars would become aware of her work in the field, especially in the United
States. She began to be invited to other universities as a guest artist and teacher (Caicedo
2013).
In 2005, Dr. Caicedo recorded her second CD “A mi ciudad Latina: Art Songs of
Latin America V.2” which was a continuation of her first CD (Caicedo 2006). For this
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recording, Dr. Caicedo implemented a different approach: she recorded songs that were
musically interesting with more unknown composers from all over Latin America
(Caicedo 2013). These included countries such as Bolivia, Brazil, Colombia, Cuba,
Mexico, Peru, and Venezuela. With this recording, Dr. Caicedo opened doors to
composers who were not known previously (Caicedo 2013).
In the same year, the Barcelona Festival of Song was created. It was born as a
homage to Conxita Badía (1897-1975), a Spanish singer who played a key role in the
promotion of Spanish and Catalan art song in Latin America and the Latin American art
song in Spain (Caicedo 2013). The festival, which is held annually in Barcelona, is a tenday summer course and performance series that focuses on the history, interpretation, and
performance of Latin American and Iberian art song. Every year, the festival
commissions composers to write a new song cycle using the words of important poets of
Latin America and the Iberian Peninsula (Caicedo 2021).
Over the years, Dr. Caicedo has published ten books in Latin American and
Iberian music, poetry, and composers and has recorded nine CDs in Catalan, Spanish,
Portuguese, Quechua, and Nahuatl. Her research has aimed to discuss the creation of art
song in the context of music nationalism, contextualize the music and their composers,
viewing them as part of complex social networks, and promote accurate performance
practice (Caicedo 2021). Dr. Caicedo has been interested in technology as a tool to
promote the repertoire and has created several websites to achieve this goal. These
include MundoArts, which publishes songs by Latin American composers,
MundoArtsTV, an online channel, an online Barcelona Festival of Song (BFOS) for those
who cannot attend the festival in person, her own personal website, and EYECatalunya,
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an interdisciplinary platform dedicated to promoting Catalan creators (Caicedo 2021). At
the beginning of 2021, Dr. Caicedo began her own podcast “Latin American and Iberian
Art Song Podcast,” which releases weekly episodes. Dr. Caicedo currently lives in
Barcelona with dual citizenship from Colombia and Spain and has a Ph.D. in musicology
from the Universidad Complutense de Madrid (Caicedo 2021).
Recently, Dr. Caicedo has returned to composition. In her latest publication Latin
American and Iberian Art Songs by Women Composers, Dr. Caicedo has included four of
her own compositions alongside the works of Chinquinha Gonzaga, Irma Urteaga, Anna
Cazurra, and Mariela Rodríguez (Pearson 2021). In her songs, she has aimed to merge the
two worlds of classical music and the folk music of her adolescence. For Dr. Caicedo,
these works are “an expression of the coherence between my academic discourse that
seeks to break down the barriers between art, folk, and popular music” (Pearson 2021).
In her compositions, the Latin American folk and popular music style elements
are combined with the tradition of the classical music art song. Folk influences may be
heard in the rhythms applied, as well as in the register of the voice and the manner in
which they are sung. Regarding the art song tradition, the poetry is set to solo voice and
piano accompaniment with an emphasis on its message (Pearson 2021). These songs
present an integration of Dr. Caicedo’s various musical influences (Caicedo 2021).
The first two songs in this set, “Para Vivir” (To Live) and “Vos nunca te fuiste de
mi corazón” (You never left my heart), are love songs set to the poetry of Raúl Gustavo
Aguirre (1927-1983). In “Para Vivir” (To Live), the music is set to the form of a pasillo,
a Colombian folk music style which is known for its melancholy melodies and
sentimental lyrics. The piano accompaniment moves in a series of rising and descending
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eighth and sixteenth notes, mimicking the light strumming of a guitar. The tempo is
marked moderato—typical for this style—moving forward in a calm, leisurely manner.
The vocal line is stepwise and lingers in the mid-range of the voice, which gives a quasiparlando effect that feels intimate in connection to the text (Example 3.1).

Example 3.1. Caicedo’s “Para Vivir” mm. 6-11 (Caicedo 2020, 146)

“Vos nunca te fuiste de mi corazón” (You never left my heart) is written in the
form of a zamba, which is a slow dance form in 3/4 time from Argentina. Much like the
previous song, the piano appears to mimic the strumming of the guitar but moves at a
faster pace. The vocal line, however, changes and becomes more involved. While the
stepwise motion is still prevalent, the rhythms become more syncopated throughout
(Example 3.2). The sustained notes contain simple yet lovely embellishments, giving
emphasis to the desired words of the poem.
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Example 3.2. Caicedo’s “Vos nunca te fuiste de mi corazón” mm. 35-42 (Caicedo 2020,
165)

The next song in this set, “Tras tus huellas” (Following your footsteps), uses
poetry written by Dr. Caicedo herself. Throughout the song, Dr. Caicedo applies rhythms
commonly found in bambucos, which is a music genre in Colombia whose metric
structure resembles the waltz or polska (Example 3.3). The song opens with a brief piano
introduction, which features a steadily rising scale in the right hand while the left hand
plays a mixture of quarter and eighth notes. Upon arriving at a moment of stillness in the
accompaniment, the voice enters with an octave leap, which allows the rest of the phrase
to descend in a stepwise fashion. This pattern remains prevalent throughout the piece.
The text “Hoy voy para la cuidad donde está mi amor, mi verdad, que me espera entre
cantos de ilusión” (And today I am going to the city where my love is, my truth. He waits
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for me between songs of hope) is repeated multiple times throughout the song, each time
keeping its same note and rhythm structure while emphasizing the message of her poem.
Example 3.3. Caicedo’s “Tras tus huellas” mm. 25-36 (Caicedo 2020, 174)

“Eterna Huella” (Eternal footprint), which is the final song in the set, is written to
a poem by Dora Castellanos (1924). The song opens with the voice softly singing the text
alone. It is not until the phrase has reached its climax that the piano finally enters with a
series of sustained chords (Example 3.4). Throughout the song, the left hand of the piano
moves in a series of rising eighth notes while the right-hand alternates between playing
fragments of the vocal line and providing clear chords.
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Example 3.4. Caicedo’s “Eterna Huella” mm. 1-6 (Caicedo 2020, 184)

Unlike the other songs, the vocal range for this piece is more expansive, reaching
a high A at climactic moments. An interesting pattern worth noticing is that the voice
briefly enters by itself at the beginning of every stanza, which conveys an intimacy
between the performer and the audience.

Glossary
Auto sacramental – Sacramental plays; religious drama on the mystery of the Eucharist
(Rappaport 2005, 15).
Bambuco – The national dance of Colombia. It is a courting or pursuit dance with
specific choreography. It is often sung in duet or parallel thirds with strummed
accompaniment on a small 12-string guitar, guitar, and flat-backed flute. The texts are
often melancholy and set to descending melodies and dramatic modulations through
minor keys (Gradante 2001).
Barrio – Neighborhood.
Bolero – A Spanish popular dance or song. Deriving from the seguidilla, it is set in a
moderate tempo and triple meter. It is usually set in AAB form. Before the entrance of
the voice, there is at least one bar of sharply marked rhythm, and short instrumental
interludes separate each sung couplet. The earliest rhythms resembled the traditional
polonaise rhythm (Kahl and Katz 2001).
Chacarera – An Argentinian folk dance. Musically, it makes use of hemiola rhythms
(alternating 6/8 and 3/4 meters) in the instrumental introduction. It may be performed by
either a soloist or an ensemble and is accompanied by guitar, violin, and bombo drum
(Robertson and Béhague 2001).
Criolla – A woman born in Spanish America but of European, usually Spanish, ancestry.
Diuturna – A state of being which feels like eternity but is not (Larsen 2021).
El Mundo – The World 1919; Magazine in Puerto Rico founded by Romualdo Real
(Agüeros 1997, xxxi).
Nahuatl – May be defined as either a member of a group of individuals native to
southern Mexico and Central America (including the Aztecs) or a Uto-Aztecan language
of the Nahuatl (Oxford English and Spanish Dictionary. s.v. “Nahuatl”).
Pasillo – A dance originating from the Austrian waltz and cultivated during the
colonization of Colombia as a formal ballroom dance. In folk tradition, it exists in two
forms: the slow pasillo, which is known for is melancholy texts and melodies; the faster
instrumental pasillo, which is characterized by its syncopated melodies and polyrhythmic
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effects created between the 3/4 and 6/8 alternation in the guitar tiple accompaniment and
the flat-backed flute melodies (Gradante 2001).
Pueblos Hispanos – Hispanic Towns 1943; New York based newspaper in Spanish
(Agüeros 1997, xxxiii).
Puerto Rico Ilustrado – Puerto Rico Illustrated, 1910; Weekly magazine in Puerto Rico
founded by Ángel Ramos (Agüeros 1997, xxxi).
Quechua – May be defined as either a member of a South American people of Peru and
parts of Bolivia, Chile, Colombia, and Ecuador or a language of the Quechua (Oxford
English and Spanish Dictionary. s.v. “Quechua”).
Revista de las Antillas – Journal The Antilles 1913; journal founded by Luis Lloréns
Torres (Rothe 2005, 337).
Tango – A popular Argentinian urban dance. The dance, which originated in the poor
slum areas on the outskirts of Buenos Aires, is set in a duple meter, contains syncopated
rhythms, and uses the formal sectional designs of European polka (Béhague 2001).
Torbellino – A dance and rhythm characteristic from the Andean region of Colombia.
The texts may range from themes of love, labor, and religion. The movements and steps
of the dance are quick (Sánchez 2018).
Trova – A Cuban popular musical style that emerged from romantic troubadour
traditions. Vocalists are accompanied by acoustic guitar, and songs are interpreted by
varying sizes of bands. The texts typically describe everyday life; however, they are
known for their sense of metaphysical emotion and existential questioning. Double
entendres are used for the doubts of inner experience regarding time and death (Fairley
2001).
Villancico – Originating from the virelai or ballata and associated with popular themes,
the term in the 15th century was applied to a Spanish vernacular musical and poetic form
consisting of several stanzas framed by a refrain at the beginning and the end, giving an
overall ABA structure. It was cultivated in secular polyphonic music of the late 15th and
16th centuries. In the second half of the 16th century, devotional and religious themes
became important, and the form became used for sacred compositions in the vernacular.
The would be used in the liturgy on feast days (Pope and Laird 2001).
Zamba – A slow dance form in 3/4 time from Argentina. It is a traditional handkerchief
dance between couples that has afro-indigenous roots. The texts cover a wide variety of
themes, ranging from people and events from Argentinian history to the beauty of the
country’s landscape. The bombo drum is the most prominent instrument in
accompaniment (Robertson and Béhague 2001).
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